During the 1950s, West German cinemas screened approximately 600 war films, nearly ten percent of the domestic production. Faulting these features for their avoidance of significant issues such as the causes of World War II, the Holocaust, or the Wehrmacht's misdeeds and atrocities, previous commentators have in the main focused on the failure of these films to engage the past in a thoroughgoing manner. As a response to this criticism, my essay will show how Frank Wisbar 's Dogs, Do You Want to Live Forever? (1959), a feature film about the Battle of Stalingrad, provides a conversion narrative that corresponds to the needs of the Adenauer era. As this film looks back to its past, it simultaneously looks forward and promotes the values of a new and emerging democracy.
ISSN 1847-7755; doi: 10.15291/sic/2.8.lc.5 4 orders. Another opportunity to escape arises after General Hoth's Army comes to assist, but the Field Marshall refuses again, citing a lack of fuel. Having lost faith in their leaders, the soldiers celebrate a subdued Christmas while continuing to run out of food and ammunition.
Wisse receives a new assignment as a battery commander where he reunites with his friend, Fuhrmann, and his nemesis, Linkmann. In an attempt to commandeer any remaining supplies,
Wisse leads a group of soldiers to a military airport, from which the last airplane to Germany departs. Linkmann sends Wisse to a field hospital in search of more soldiers for a last-ditch fight against the Russians. Amidst the cries of misery from hundreds of wounded, he finds his friend Fuhrmann, who dies in his arms. Returning to action in the ruined city, Wisse, disguised as a Russian soldier, comes across Katja in a soup line. Returning his earlier favor, she helps him to escape, but declares their friendship over. Paulus finally makes the decision to surrender. Wisse also surrenders and joins Krämer, Kesselbach, and Busch in their march to the prisoner camps.
Conversion West German-Style
Like many war movies, Dogs, Do You Want to Live Forever? is a conversion narrative. Typically, as Dana Polan elaborates, such stories depict the process whereby an indifferent soldier becomes a dedicated warrior:
If, as the war discourse will often argue, an individual gets out of place because he/she has internalized incorrect beliefs and values, then a potent narrative recovery from the violence of this bad internalization will be one in which an individual converts to a new and proper set of values and beliefs (Power 75).
In the American war movie, Allan Dwan' his instincts and challenges authority. In the lieutenant's first appearance, he immediately challenges the "order is an order" notion, lands a job for Katja, and then departs for the front.
Recreating History through Recycled Images and Sound
In addition to the film's conversion narrative, Wisbar also reconstructs the Battle of Stalingrad which he blended these different materials (Roos) . Even today, it is difficult at times to distinguish between live action and archival footage. In addition to giving the film a more authentic feel (Paul 45) , the use of newsreel images allowed for the representation of combat scenes that would have been extremely difficult to replicate.
[sic] -a journal of literature, culture and literary translation The newsreels also underscore the real-life consequences of Hitler's and Paulus's decisions.
Wisbar repeatedly sets up a cause and effect paradigm when using the archival material. In the earliest moments of the film, he uses the footage of a military parade in Berlin highlighted by goose-stepping Nazis. These images then yield to a newsreel of dead soldiers in the winter wastelands of the Russian steppe. With these juxtapositions, the film suggests that the militarism of the Nazis leads directly to the death and destruction of German soldiers. Later in the film, the Nazi leadership's underestimation of the Russians will give way to ensuing newsreel footage of the Russian advance and eventual encirclement of the Sixth Army. In the movie's final moments, Hitler's lack of concern for his soldiers in Stalingrad yields to recycled images of German soldiers beginning their trek toward almost certain death in Russian POW camps.
Voice-over narration plays a critical role as an accompaniment to these newsreels; it establishes time and location for the viewer and adds to the documentary feel of Wisbar's project as well as providing an indirect commentary. Once again, the opening sequence sets the tone for the rest of the movie. The narrator explains that the archived shots of dead soldiers show the battlefields of Stalingrad, followed by a statement that victory is of no concern to a dead soldier. At the end of the film, Wisbar replaces the narrator with a musical soundtrack as strings set a tragic tone to accompany the pictures of German POWs trudging through the snow.
Wisbar brings sound to the forefront in his replaying of Hermann Göring's speech, delivered three days prior to the Sixth Army's surrender. Göring correctly anticipated the attention the Battle of Stalingrad would receive, but he expected a final German victory, not a defeat. Wisbar uses the speech as the background to the scene in a makeshift field hospital where German soldiers lie wounded and dying. Instead of providing an enthusiastic response, the wounded soldiers yell for the speech to end; the chaplain will eventually break the radio.
In the film's rebroadcast of the radio address, Göring speaks of the battle in the past tense, placing Stalingrad within the same "mythical firmament" as the battles of the Nibelungs and of Thermopylae (Moeller, "In a Thousand Years" 162) . Göring compares the heroic struggle of the 
